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Artistic practice bring each of us an unrepeatable and
unique experience. If we are to focus on this experience of
the audience, we must look not at the purpose of the exhi-
bition as communicated by the organizers and the media,
but at the individual experience that transcends and even
deceives it. We look back at the exhibition of three artists,
Tuan Mami, Aung Myathtay and Kohei Maeda, prompted by
the phrase 're-interpretation is an act of disobedience’,
stated in the exhibition concept.

Taking the art movement of 'Romanticism' as its starting
point, the exhibition is an attempt to resist state and colo-
nial rule and to reinterpret notions of history and art. The
three artists reconfigure the concepts of 'Revolution’,
‘Nature Worship' and 'Flight' around Romanticism as
follows. 'Mutual Aid' instead of 'Revolution’, 'Living with
nature' instead of 'Nature Worship', ‘Migration and Map-
ping' instead of 'Flight'. The artists reinterpret Romanti-
cism, whose ideals are at risk of being too closely linked to
nationalism and racialism and reassembling maps that,
through the embodied sensations ocovered with the mud,
integrate the various sensations of the body that have
been left behind by 'modern art', which had been regarded
as the canon. What kind of maps do we need to survive in
reality in a highly developed capital/information society, as
a means different from the measurement developed by
science?

“I am not an artist, | am a gardener" - these were the
words of Vietnamese artist Tuan Mami during his residen-
cy. In Hanoi, where art practice is strictly regulated by the
government and public security, the reality is that free
expression and performance are not tolerated. But if you
are a gardener who grows plants, you can escape this
oppression. And, Mami continues to move to new places,
even in the face of such oppression. His vitality is like that
of a plant. Plants such as pak choi, which are at the heart
of Vietnamese 'food' and 'life', are able to move to new
land and regenerate themselves even after their roots have
been cut off. Mami, too, is repeatedly moving, using his
own body as a medium to create new maps one after
another.

Currently, bringing Vietnamese plants into Japan is pro-
hibited by law from the perspective of protecting the seed
industry and the ecosystem. However, looking back at
history, it can be said that humans have migrated along
with the relocation of plants. Sugarcane, for example, was
introduced globally during the colonial period, displacing
huge numbers of slaves between regions known as the
Global South. On the basis of their toil, Western countries
have amassed enormous wealth. Of course, it is not just
the West: in 1944, Japanese colonizers were said to have
cut down rice plants in Vietnam to grow jute to produce
gunpowder and military uniforms, bringing the Vietnamese
people on famine.

The Vietnamese, who became unbearable with the poor
working conditions, fled to Kamagasaki, which became a
town of precariousday labourers looking for work around
the 1970 Osaka Expo, and created a system of mutual aid.
Mami grew Vietnamese plants and created an online kara-
oke room next to Kamagasaki Art University, the organiza-
tion to create an expression of the records and memories
of the ageing workers. Starvation is a natural part of our
life, and it is hard for anyone to have trouble with 'food'.
Vietnamese herbs are both cooking ingredients and medi-
cine. They also grow Vietnamese plants in their homes,
which can be regenerated from their dead state, as if they
were objects of worship. Both the Vietnamese people and
plants continue to search for ways to survive in their new
environment, and reformulating a new map. The Vietnam-
ese plants gathered at the exhibition and the songs
exchanged with viewers from around the world are the
ones that sprouted and blossomed as the Vietnamese
people moved to Japan in search of a new map to live on.

Aung Myint's work, Golden Route, celebrates 'Moving' and
‘Mapping' with a free and uninhibited freedom. The lines that
overlap and intersect each other seem to shine with a sup-
pleness that does not rely on power. His abstract paintings,
a pioneer of contemporary art in Myanmar and chronicler of
its history, seem to point to the overlapping and movement
of voiceless voices.

Beside it, rice (straw) grows thickly from the ceiling. Have
we strayed to the edge of a world upside down from reality?
Myathtay cleverly utilizes folk tales to topple the notions of
movement and maps. Folktales are authorless, always dislo-
cating and regaining root. Folktales continue to be repro-
ducedby someone like a patchwork of stories in the course
of daily life. During the exhibition, workshop participants and
visitors added words to these works, which were born from
their personal memories and feelings.

The Zomi, meaning Karen, Shan and other highlanders
existing in Myanmar and other continental mountainous
areas, have been hidden on the periphery of the nation, but
continue to live on dispersed land and in folklore. They have
lived with the blessings and calamities of nature. They are
therefore wise travelers who avoid exclusion and purifica-
tion, create mixed relationships with plants, animals, inorgan-
ic matter and spirits, have the wisdom not to form a single
center, and are migration/dispersion governors who also
escape state slavery, military service and tax collection. What
is it about their community that makes us feel nostalgic and
longing for them, as if they exist deep in the psyche of
people living today? Myathtay overlaps archive photographs
of ethnic minorities taken under British rule with the natural
landscape of the present day to bring them vividly to life.
The images and photographs urge us to look back silently,
not at the country's independence, which was greeted with
enthusiasm, but at an earlier time.

Visitors moving from one floor to another were shown
surrealist masterpieces, Greek mythological princesses and
shakes, the Russo-Ukrainian War, political upheavals and folk
tales from Myanmar, and Osaka's folk tale, transcending the
different boundaries of the stairway, where Kohei Maeda's
The Story About That was installed. The "uncanny stones
floating on the screen transcend the binary dividing line
between 'History/Myth', 'Reality/Dream’ and 'West/East'. The
encounter between objects and objects, images and images,
which could never happen in the real, everyday world, is a
'Depaysement' that reveals new beauty and surprises. A
stone is suspended in the air, is it now approaching the
ground or is it about to float? The artist stands at a place of
boundary, which can be said to be in the middle of a further
transition. Instead of looking at the boundary and dividing it
into here and there, only the act of standing there is shown.

Unlike the broadcastingmedia, which report one world
event after another, the artists take photographs and videos,
scribble on walls, pour water on plants, weave straw into
rope - and stand on the boundaries. Through the bodies of
individuals, the exhibition space is filled with voices resisting
the devaluation of life by industry and politics. What is hap-
pening in Asia is also happening in Ukraine. The voices that
reached from Yangon, Kamagasaki and the riverside to
Semba resonate with the present in Ukraine and Poland. |
feel that we are called upon to move as far away mentally
from where we are as possible through this amplitude move-
ment, and to create our own maps.
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